
iffM

-. v »

«?71

IF

.j*p Ifl V^B



Shelf No
^

>^

J'a/.vt, /&£ ,

r<



Digitized by the Internet Archive

in 2010 with funding from

Boston Public Library

http://www.archive.org/details/winnersnewschoolOOwinn



w

»



HEW

*?&

modh

\





WINNER'S NEW SCHOOL
FOR THE XoJ%. J

¥10 ill,
7

IN WHICH THE INSTRUCTIONS ARE SO CLEARLY AND SIMPLY TREATED, AS TO MAKE IT UNNECESSARY TO

REQUIRE A TEACHER. FOR PRACTICE, MORE THAN

150 OPERATIC AND POPULAR AIRS
ARE AD^DED, FORMING A COMPLETE COLLECTION OF THE

Best Melodies of the Day.
BOSTON:

OLIVER DITSON COMPANY.
XEW YORK; CHICAGO: FHIIjADEJjTBIA: BOSTON!

C. H. DITSON & CO. LYON & HEALY. J. E. DITSON & CO. JOHN C. HAYNES & CO.
Entered according to Act of Congress in the year 1869, by Oliver Ditson & Co., in the Clerk's Office of the District Court

of the District of Massachusetts.

/ 5



x
X). J IMA

;

r
. Ik-, igQf.



RUDIMENTS OF MUSIC

OP THE NOTES.

Att musical sounds are expressed by characters called Notes j and, as these sounds may be i<mg or short, their duration fa indicated by a porticHki

(brm of the note.

The longest sound in general use is designated by this character, &, which is called a Semibreve, or Whole Note, the duration or time of which

is determined by counting four, or making four beats by movements of the hand or foot. When measured by the hand, the direction is made in the

(bllowiug order :— down, left, right, up.

A sound continued but half the time, that is while counting two, or making two beats, is expressed by a Minim, or Half Note, the stem of which

may be turned either upward or downward, thus : J r
A Crotchet or Quarter Nora, the time of which is but one beat, is made thus : J or with the 3tem either way.

All notes of shorter duration are expressed by bars across the stems, thus : a Quaver, or Eighth Note, N or P A Semiquaver, or Sixteenth

Note, thus :

fc
or g *- Demisemiquaver, or Thirty-Second Note, thus s b or g

When several notes of the same character follow in succession, the bars are usually connected in this manner. Eighth notes with one bar, thuw

^ PH Sixteenth notes with two bars, thus : pj PJ2H Thirty-second notes with three bars, thus : EE5 E553

Frequently we find eighth and sixteenth notes connected in this manner: PH 1^3*1^ and various other combinations, at follows?

JJ3 JJJJJ

J3J3J3JF\44



RUDIMENTS OF MUSIC

Fable of the Notes kiib their Proportions.

One whole note, or setnibretia *

u equal to two half notes, or minims.

equal to fonr quarter notes, or crotchets,

k eight eighth notes, or quavers,

(

m J

" sixteen sixteenth notes, or semiquavers,

" tnirty-two thirty-second notes, or demisemiquaTers.

J
Jn n

e== g== p=g
JmZZ zzn* szzz

o
I

4
r—1 j

—

4 4 *

4 4 4

OF THto 9SAF*.

As every note has a definite tone or pitch, being either high or low, the sound is indicated h? its position upon a staff, which consists, o' are parallel

|nes, and their intermediate spaces, the under line being called the first line, and the lowest space he first space.

|ftfth Line. -

Fourth Line.-
Third Line. -

Becond Line.-
First Line. -

THE STAFF. On theM line. On ihe Jb jps<oa.

"Fourth space. A note is said to be on the line when the lint passe* ^hrougr it ind on r~»~~

^second §paee. the space when between the lines.
First Space. Wm=M

When more than five lines are required to designate atiy particular note that is too high or low to be represented upon the staff, ws uae joian imes both

above and below the staff. These lines are called Legee Lines, and are designated as the 1st leger line above, 2nd leger line above, &c.$ or- let leger Una

below, 2nd leger line below, &c

The first note above the staff iB said to be

»pon the space above.

Spaces afcove.

Iieger lines abore.

The first note below the staff' it

said to be on the space below.

Leger linflfl below
SpMes tola*.
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5

Every staft commences with a character called a Clef. There are two clefs in common use. The Treble Clef •/& which is used for the riqh\

land in Piano-Forte or Melodeon music, also for all music written for the Violin, Guitar, Flute, Banjo, Accordeon, Flageolet, Fife, and Clarionet. The

Bass Clef ^^- is used for the left hand in Piano-Forte or Melodeon music, also for the Violoncello, Double Bass, &c. When music is written for

Iwo or more instruments or voices, the staves are connected by a Brace.

A duett for two violins, or for Flute and

Violin, would be connected thus :— I Music for the Piano-Forte or Melodeon, thus :

—

S
When two or more staves are connected by a brace, the Bass clef is always situated upon the under staff.

OF THE RESTS.
Every note has its corresponding Rest, denoting silenee, or a stop : they are not placed upon any particular line or space of the staff, but in such

rder as best accommodates the eye,—sometimes being above the staff and sometimes beneath.

A whole rest, corresponding with the whole note in respect to time, is situated under the fourth line. A half rest is situated above the third line. 4
quarter rest turns to the right. An eighth rest turns to the left.

Table of Notes and their Corresponding Rests.

*
Whole Rest. Halt Rest. Quarter Rest. Eighth ReBt. Sixteenth Rest. Thirty-

Rest

isz: at 5§



RUDIMENTS OF MUSIC.

A Tib or Sluk •. : above or below two or more notes that have the same situation upon the staff, shows that they are to be performed as one ao»

the duration of which is equal to the time of all combined.
--.

r

is equivalent to one note, the time of which is seven tout*
=tti

%

- - is equivalent to one note, the time of which is eight beats.

^jff is equivalent to one note of six beats.
ry w— - is equivalent to one note of five beats. ZZ?~t

i

By combinations of this sort we can express a sound of any duration required.

A dot following a note or rest makes it half as long again ; a whole note with a dot is equal to six beats.

ifcr^'- ' is equal to V^y-j X̂ $yzh~' is equal to hg—

g

-F S^«tE± is equal to —^--^t

Sests are never connected by a Tie, but are arranged one after the other until the required time is made up, thus :
—

When more than one bar rest is required, it

if^Z^lSdt is indicated as follows :
— ^ItJEgjr^F^feErEE^t

l bare. 3 bars. 4 bars. 5 bars. 6 bars. Sbara. ilium

Two dots following a note make it three-fourths longer

than its actual length, thus :—

When the slur or tie is placed over or under any combination of notes

that are on different lines and spaces, it signifies that they must be performed

fat a smooth and connected manner, which is termed a Legato movement, and

h written thus :
—

ifcr-ZTT-*-- is equal to {~^~g~>T fm"^" - is equal to

S* g f if

Dots placed above or below any series of notes indicate the opposite

Kyle of playing, which is termed Staccato, signifying in a marked and
iistinct style, represented as follows :

—

Flayed thna.

S jSj^^ag^g^SEJ
When marked in this manner, each not4 must be made

Jarticularly short, and very distinct.

_ Written. Played.
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Wntu we find the Legato and Staccato movements combined, whicii mostly occurs in music written for -jh~ tj
t

the violin, it is played by detaching the notes with the movement of the bow in one direction, either up or i

down.

Three notes, with a figure 3 placed over or under them, form what is called a Triplet ; and such notes are

to be played in the time of two, the time of the middle note being taken from that of the outside notes.

A figure 6 signifies that six are to be played in the time of four. yU -jh J I J

Other combinations of notes are made, and the number marked above them, thu*

:

Seven to be played in the time of four.

Ten to be played in the time of eight.

Nine to be played in the time of eight, &&

OP THE SCALE.

Notes are written upon every line and space of the staff", also upon the leger lines and the spaces between them. These notes are named after the

Brst seven letters of the Alphabet, A, B, C, D, E, F, G. When these notes follow in regular succession, they form what is called a Scale. It will b*

observed that notes of the same name or letter occur several times in a regular scale, but always in a different position on the staff.

i
The Scale or Gamtjt.

-• f
# *-m

~=tr

£^
• •
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S
Second leger line below. A

:-=&

i
Second space. Firsi; leger line above. First leger line below. Third space. Second leger line above. Space below. Fourth line.

The notes upon the lines

*s K G B I> F

The notes upon the spaces spell the word Face. i
OP THE SHARPS AND PLATS.

The sound of any note may be changed by prefixing any of the following characters.

A Sharp before a note raises it -y— A Flat before a note lowers it a Semitone, ^f
a Semitone. — A Double Sharp raises a note a whole tone

rW~ A Double-Flat lowers a note a whole tone. —B- A Natural contradicts a flat or sharp. 38 \ j- or - H p>
-- or restores the single flat 01

i
. ZZI =ZZ ZZZI sharp.

When one or more sharps are placed beside the clef, they affect every note throughout the piece upon the lines and spaces where they are situated;

also, any other notes of the same letter upon the staff. Any flat or sharp that is not situated thus is called an Accidental.

Bb and Bfe and B|z
Ffl and F# C$ and C# and C#

m m
m Here every F and C are to be made

sharp, no matter what their situation

upon the staff. i©
9—•-

When flats are situated in tht

same position, their effect is thl

same as that of the sharp.

All music is divided into equal portions of time by perpendicular lines called Bars
and the music between any two bars is called a Measure. When an accidental si

flat or natural is prefixed to a note, all the following notes of the same name contained

ht the measure «•« affected by it, thus :—

Example op the Sharp.

Ptajed.
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Example of the Flat. Example op the Natural.

Written. Played. Written. Played.

When the last note of a measure is influenced by an accidental flat, sharp, or natural, if the next measure should commence with the same note it is

also affected likewise, thus :

—

*J ^^^^ Written. ^ ^^^^ Played. "- Written. Played.

Sharps and flats before a piece of music are called the Signature.

One Sharp Two Sharps Three Sharps Four Sharps

Where the Signature is

that sharp is always

A #£
F FC FCG

One Flat Two Flats Three Flats

FCGD

Four Flats

Five sharps

§
FCGDA

Five Flats

Six Sharps Seven Sharps

FCGDAE

Six Flats

fet

Where the Signature :

that flat is always
| | ^ P ^ P ^

FCGDAEB

Seven Flats

BEADG BEADGC BEADGCF

It will be observed that every note can be made flat or sharp ; and therefore the signature which determines a key may contain seven sharps or flats.

OF TIME.

By Common Time, which is expressed by these characters, p orzV, and sometimes by the figures 2" or "T etc,-, we understand that eaca

measure contains music to the value of four beats, or one semibreve, which it made up in time by any combination of notes or rests, thus :—
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Count 1, 2, 3, 4, 1, 2, 3, 4, 1, 2, 3, 4, 1, 2 3, 4. Count 1. 2, 3, 4, 1, 2, 3, 1

Common Time. Three-four time. Two-four. Three-eight. Six-eight. Nine-eight. Twelve-eight. Common Time.

The various figures used in indicating time are these,
-
y

~g~

The upper figure indicates the number of notes to a measure,

and the under one the kind of notes. ^ zk
3 =3HFrES ;5-

or ^£
Four-fourth Three-fourth

notes. notes.

In order to give the proper character and expression to all music, the most careful attention must be paid to the correct division of the notes. Every

measure should be played in the same time as the first measure was commenced, neither faster nor slower. This mark > is used to indicate a particular ac-

o~ ~n ~~W

cent or stress upon a note. Common time, and all other kinds expressed by the even numbers ^- 5J -¥ &c, must be accented upon the beginning andt fi I
middle of the measure, thus :

—

1*53

m33-+-»- stz* $iihMt -*?-M :

*-*-#-» %--*sbm^sb:e ^-F^
=tf=
teESI

These accents are not marked, but are to be understood ; it is only when particular force or stress is required to be given to a note that it is indicated

by the mark. In ft tV; and %- time the accent occurs only upon 'the first note in the measure.

*mmMm^^m0^^^^- H h
ztztzMz ±zMz*z*z*zM:M

It will also be observed in time indicated by the even numbers, that notes requiring bars across the stems are combined in groups of even number*

And in 31 31 and ;£f they are tied together in groups of three. This is not always the case, but most generally so.
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When the unaccented part of a measure is to have a particular emphasis, it is shown by the characters jz or rf, or =-, or A.

pit ti a measure is made of more importance than the strong, such deviation from the regular accent is called Syncopation.

(1

And when the weakel

1
iw=&.
gs:

£s
:*a£

Emphasis.

-fl P+ m
fz rf^

Double Bars indicate the end of a strain and

the conclusion of a tune, thus :
— Two or four dots found upon i':3 spaces of the staff,

before or after a double bar, signiiy repetition. m
When the letters D. C. — which signifies Da Capo—are found over a double bar, it signifies that the first part of the piece must be played again

More proceeding to finish the piece. When it is found at the last strain, it implies that we must return and finish with the first strain ; but, if we find this

eharacter,/-v which is called a Pause, over any double bar, it signifies the end, or conclusion. The Pause is sometimes for another purpose : that is, when
placed over a rest or note, the performer must dwell upon it, or can introduce an embellishment, such as he may think proper, for effect

This mark is called a Sign j£. When it appears the second time, it signifies that we are to return to where it is first found, and finish at the pause
which occurs over the first double bar after it.

Examples.
/CN D.O.

I I i

I
First Part. /fNKne.

I I II

tz

55

m

Here we play the first and second strains, when the D. G.
directs us to play the first part again which makes the third strain

i

and then we skip the second part and proceed to the fourth strain,

and finish at the pause.

Second Part Third Part.

USE
Fifth Part. Birth Part

I
ss

£
After playing the first four parts, the

j£ appearing the second time directs ua

to where it appeared at first, when wg
play on until we reach the ^\.
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The word Bis placed over one or more bars signifies repetition. It is sometimes accompanied with the dots for repetition, or detached lines ta

indicate the number of bars repeated.

Example.
Written.

-~-BIS..

33m~*E} ^*e^hh§& t^m
flayed.

sh
8va written over any

number of notes implies that they are

to be played eight notes, or an octave,

higher, until the word Loco appears,

which signifies as written.

Written.

fefSS
8va.

Played.

i S)3fcat:±3=$
fl:
:*;*:

^«=rifrrfL^^iffl
ABBREVIATIONS.

When a succession of similar notes is required, we sometimes use the following characters, wliich are termed abbreviations.

A whole note with a single

dash signifies that it is to be

played as eighth notes.

~~ JT Mil Mil l"
A double dash, ~tj—^T~ |„^J~

|

'

\

\Wr\~
\ \-

y*£^ji3tMzrtj&\ t0 be played thus:—fcagSISrrijttr|sE|jtijri aaaafcabtibt
Played. "^ Written. Played.

Other Examples of Abbreviations.

Written. Played. Written. Played.

•^
Written. Played. Written. Played, Written. Played. Written. Played*

This character signifies repetition:-* ^jjgi^ggglliiisi§ii
Played. flayed.
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This mark g^ is called a Turn, and is executed in the following manner :
— ay

*J Written.

*T0B
.Flayed.

A Swell —=sc and Diminuendo ;>__ are often united, —=c;^=_ ; the first is executed by commencing the note gently, and gradually increasing

the tone ; the second, by commencing with force and gradually diminishing ; and, when united, it is executed by touching the note over which it is placed,

»t first gently, and by degrees increasing the tone, till it arrives at its full pitch, then diminishing it till it falls off to its first softness.

There are several kinds of turus : the plain turn so, inverted turn g, turn after a dot, &c, which are fully explained in the following examples :—

Inverted Turn.

I

Turn after a Dot.

sv so

Written.

Played.

IP* SO
k^ i*

mm
niH e*£-^ WPm &=

A Shake (vv) is one of the principal embellishments in music, if well performed, but should not be so frequently and injudiciously used as

is often the case. A plain shake is the sound of two notes put in equal motion. A turned shake is composed of three diatonic notes, the first o{

which is called the preparative note, and the last two its resolution. Shakes, and all other kinds of Graces, must be played in proper time.

flayed.

j^axn Shake.

it-*

rpfz

Passing Shake.
/W

^

f-flr--H-F-4—F-H— i

—

Written.

Played
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Written.

Mojed.

Si &"

BTTDIMENTS OF MDSICr

Turned Shake.

tr

-&>-

-0—
-1

Preparative.

±4
Preparative. Resolution.

—!-H—I—I—!—I—I—I—I—I—I—I—

I

1- 1-

APPOGGIATURAS, OB GRACE NOTES.

The Appoggiatura, or Grace Nate, is a small note reversed and added to other notes for the sake of expression. Whatever length is given to the sniafl

Bote must be taken out of the time of the principal note, which is the note immediately after it. There are two sorts of Appoggiaturas,—the greater and

the lesser. The greater Appoggiatura is most frequently used "in slow movements and at the end of a strain; the lesser, in quick movements throughout a

piece.

stayed,

Written.

thK*.

Written.

Flayed.

VEm
Th^Lesser.^m

Written.

Played.

=t
--FJ-- \

Choice Notes.

Other Examples.^m^g^M^m^^^m
m^^mmmM^m^m^m^
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Notes are always connected in the most convenient form : tor this reason we sometimes

tbeerrt them in this manner

:

Choice Notes.

Written.

Played.

When the last two bars of
a strain are marked lmo and
2mp, (that is, to be repeated,)

it implies that when played the

second time the 2mo is to be
substituted for the lmo, which
is of course omitted.

"Writ.tflTK •

^Sfesi^
Hayed.

INTERVALS.

An Interval is the distance from any one tone or note to the following one. The smallest interval is that of a second. The first and last note art

included in counting the distance/-'

A Second is the distance from any one note in

the scale to the nexs following one. &'iE^ lH-illi i^I-ilS
Interv;ily of a Second. Intervals of a Tbsrf. Intervals of a Sixth.

It must be observed that the interval of a third is composed of three notes, E, F, G, or A, B, C, &c. ; the intervals of a sixth, of six notes, E, F, G, A>
B, C, or F, G. A, B, C, D, &c.

I. 2, 3,-4, 8, 6, 7,
5,

Some intervals are small, and others large. In the regular Major Scale we find tones

•tad semitones in the following order :—
-&-

-&- :-£: H 1

—

-'

Tone. Tone. Semitone. Tone. Tone. Tone. Semitone.

A semitone always between E and F, also between B and C, which are the third and fourth and the seventh and eighth notes of the scale ; this is caile&

fee Natural Kay, (because it has no signature of flats or sharps,) or the key of C, because the tones and semitones are calculated from tie note U
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TRANSPOSITION OF THE KEYS OR SCALE.

When C is taken as 1, the scale is said to be in its natural position; but either of the other lette:" may be taken as 1, in which case the scale is said

to be Transposed. As 1 is the basis of the scale, the foundation on which it rests, so the letter which is taken for this sound is called the Key-Note.

Thus if the scale be in its natural position, it is said to be in the key of C; if G be taken as 1, the scale is in the key of G ; if D be taken as 1, the scale

is in the key of D ; and so on with the rest of the seven letters ; whichever letter is taken as 1, that letter becomes the key-note of the scale.

In transposing the scale, the order of the intervals, or tones and semitones, must be preserved. Thus, the interval must always be a tone from 1 to 2,

a tone from 2 to 3, a semitone from 3 to 4, a tone from 4 to 5, a tone from 5 to 6, a tone from 6 to 7, and a semitone from 7 to 8. The interval from one

letter to another is always the same, and cannot be changed,—thus, it is always a tone from C to D, and from D to E ; a semitone from E to F ; a tone

from F to G, from G to A, from A to B ; and a semitone from B to C. In the transposition of the scale, therefore, it becomes necessary to introduce

sharps and flats, or to substitute sharped or flatted letters for the natural letters, so as to preserve the proper order of the intervals.

First transposition by sharps from C to

G, a fifth higher, or a fourth lower. 1¥ & -&-
-&- 1221

ai^ z?_:

tS>- isz:

5
D

7

The same method is followed in all the transpositions by sharps, viz., the fifth above or fourth below is taken as 1 of a new key, m every succeeding

transposition, and an additional sharp will be required also in every succeeding transposition.

To transpose the scale by flats, we take the fourth (instead of the fifth) of every new scale. F is the fourth of C ; hence it is 1 of the new seal*

(key of F.) The order of intervals must be the same in the flat keys as in the sharps : hence the B must be made flat.

ji=£: m
E MAJOR.

B S^
:f=3t
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The Flat Keys.

^m &>—^^P
EEEt W=T- m §

k
-&.

Up MAJOR.

Hm^n^
E|j MAJOR.

epg =t=i
SEf3EE:3

3C
*=*=*

zi£P S&*=£ i=p:

A|J MAJOR.

E 22: I
The difference between the major and minor key is a minor third, (three semitones.) The major third contains two whole tones, (four semitones.)

Examples.
MAJOR THIRD.

-9 -P=

SCALE IN THE KEY OF C, MAJOR MODE.

-£=£ £*^H=U£4=- :sl
i^,

—

&-
—&—&- :zs::

22:

The third in the minor scale contains one whole tone and a semitone.

MINOR THIRD.

7S~
i

-&-

*E=*E£
:t- :=t I -ry <9- -JBL

SOALE IN THE KEY t>P A, MINOR MODE.BUAlilS UN

:zzzfe=fe -IS*- :s: ^
The se3«*«e minor of a major key has the same number of sharps or flats, and is found one minor third belov: die key-note

THE MINOR SCALES.
E MINOR. B MINOR.

W^Smm^m -k*%-= &-?-&=
Jn#—

F$ MINOR.

4ft

C# MINOR.

*»FlilSiii^ilS p^s^san
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t> lymroB, «* ivimtAL

i^^^m^m 'pmz^^^mm
ferjffrWjg^S -+-*

THE CHROMATIC SCALE.

This scale contains all the notes, natural, flat, and sharp, to D above the second leger-line.

m ^^m^mwtmm

!^^^^^=^EEiilii^fe=l
!- to- to- -*-

S^i^=^^^^=iEto^

i^fi^ii^^Al
OP THE CHORDS.

Chords, or double notes, are written one above the other, and can be played

ipon the Violin, Piano, Melodeon, &c; in music for the Flute,

©., the upper note only most always be played.

d can be played _£_# («—
\ T—f—I r— ' .

'
I — . 1—

*



A DICTIONARY OF MUSICAL TERMS1

it ! an Ittliari preposition, meaning to, in, ly, at, «e.

Accelerando : accelerating the time, gradually faster and
faster-

inah iO , of Adasio ; slow.

jiDAGio Assai, or Molto ; Terr slotf

Ad Libitum ; at pleasufe.

Affetuoso ; tender and affecting.

Agitato ; With agitation.

Alla CapellA; In ehhreh Btylei

Allegretto ; less quick than Allegro. Allegeo ; quick.

Allegro Assai ; very quick.

Allegro ma non troppo ; quick, but not too quick.

Amabilb ; in a gentle and tender style.

Amateur ; a lover but not a professor of music.

Am«roso, or Con Amore ; affectionately, tenderly.

Andante :gentle, distinct, and rather slow, yet connected.

Asdantino ; somewhat slower than Andante.

Animato, or Con Anima; with fer^ant, animated expression.

An 1mo or Con Anim» ; with spirit, courage, and boldness.

Antiphone ; music sung in alternate parts.

Arioso ; in a light, airy, singing manner.

A Tempo ; in time.

A Tempo Giusffo ; in strict tad exact time.

Ben Makcato ; in a pointed and well-marked manner. -

Bis; twice.

Brillante; brillant, gay, shining, sparkling.

Cadence ; closing strain : also, a fanciful extemporaneous
embellishment at the close of a song.

Cadenza ; same as the second use of Cadence. See Cadence.

Calando ; softer and slower.

Cantaeile ;
graceful singing style ; a pleasing, flowing

melody.
Canto ; the treble part in a chorus.

Choir ; a company or band of singers ; also, that part of a

church appropriated to the singers.

Ghorist, or Chorister ; a member of a e'uoir of singers.

Col, or Con ; with. Col Arco ; with the bow.
Comodo, or Commodo ; in an easy and unrestrained manner.
Con Affetto ; with expression.

Con Dolcessa ; with delicacy.

Con Dolore cr Con Duolo ; with mournful expression.

Conductor ; one who superintends a musical performance

;

same as Music Director.

Con Energia ; with energy.

Con Espressione ; with expression.

Con Fgoco ; with ardor, lire

Con Grazia ; with grace and elegance.

Con Impeto j with force, energy.

Con Jitsto ; with chaste exactness

Con Moto ; with emotion.

ConShkito; wiSa mini, #»Jniatio&

CoAo ; cnortca.

Da ; for, from, of.

Dueti ; for two voices or instruments.
Diminuendo

;
gradually diminishing the sound.

Da Capo ; from the beginning.
DecLahando ; in the style of declamation.
Decrescendo ; diminishing, decreasing.
Devozione ; de"otional.

Dilettante ; alover of the arts in general, ora lover ofmusic.
Di Molto ; much or very.

Divoto ; devotedly, devoutly.

Dolce ; soft, sweet, tender, delicate.

Dolente, or Dolorosa ; mournful.
Doloroso j in a plaintive, mournful style.

E ; and. Elegante; elegance.

Energico, or Con Energia ; with energy.
Espressivo ; expressive.

Fine, Fin, or Finale ; the end.
Forzando, Forza, or Fz ; sudden increase of power.
Fugue, or Fuga ; a composition which repeats or sustains,

in its several parts, throughout, the subject with which
it commences, and which is often led off by some one of

its parts.

Fugato ; in the fngue style.

Fcghetto ; a short fugne.
Giusto ; in exact and steady time.
Grazioso ; smoothly, gracefully.

Grave ; slow and solemn.
Impresario

; the conductor of a concert.
Lacrimando, or Lacrimoso; mournful and pathet.c.

Lamentisvole, Lamentando, Lamentabile ; mournfully.
Larghissimo ; extremely slow.
Larghetto ; slow, but not so slow as Largo.
Largo ; slow.

Legato ; close, gliding, connected style.

Lentando
; gradually slower and softer

Lento, or Lentamente ; slow.
Ma ; but.

Maestoso ; majestic, majestically.
Maestro di Capella; chapel-master, or conductor of

churah music.
Mabcato ; in a strong and marked style.

Messa di Voce ; moderate swell.

Moderato, orModeramente ; moderately, in moderate time.
Molto ; much or very.

Molto Voce ; with a fall voice.
Mobendo

; gradually dying awfly.

Mordente ; a best or transient shake. '

Mosso ; emt^ion.

Moto; motion. Andantb Con Moto; quicks, than
Andante,

jsox ; not ; as, rvoN tboppo ; noi loo mac*
Organo ; the organ.
Orchestra ; a company or band of instrumental perfarmew
Pastoral ; applied to graceful movements in sextuple («"*«.

Pin; more Pin Mosso; with more motion, faster.

Pizzicato ; snapping the violin string with the fingers.
Poco ; a little. Poco Adagio ; a little slow.
Poco a Poco ; by degrees, gradually.
Portamento ; the manner of sustaining and conducting

the voice from one sound to another.
Precentor ; conductor, leader of a choir.
Presto

; quick.

Prestissimo ; very quick.
Ballentando, Allentando, or Slentando' ; slower ar*;

softer by degrees
Recitando ; a speaking manner of performance,
Recitante ; in a style of recitative.

Recitative ; musical declamation.
Rinforzando, Rinf, or Rinfobzo ; suddenly increasins

;n power.
Ritardando

; slackening the time.
Sempltce ; chaste, simple.

Semfre
; throughout, always ; as, Sempre Forte ; Iou<

throughout.

Senza ; without, as, Senza Organo ; without the 0> ^ap
Sforzando, or Sforzaio ; with strong force or emph^.^s.

rapidly diminishing.

Sicilian ; a movement of light, graceful character.
Smorendo, Smorzando ; dyin^ away.
Soave, Soavemente ; sweet, sweetly. See Dolcb
Solfeggio ; a vocal exercise.

Solo ; for a single voice or instrument.
Sostenuto ; sustained.

Sotto ; nnder, below. Sotto Voce ; with subaued voice
Spihitoso, Con Spirito ; with spirit and animation.
Staccato; short, detached, distinct.

Subito
;
quick.

Tace, or Tacet ; silent, or to be silent. Taedo ; slow
Tasto Solo ; without chords
Tempo ; time. Tempo a Piacere ; time at pljasnre.
Tempo Giusto ; in exact time.

Ten, Tenuto ; hold on. See J3ostenuto.

Tutti ; the whole, full chorus.

Un, a ; as ; Uw Poco ; a little.

Va
;
go mi ; as, Va Cresoenoo ; continue So lncreaia

Verse; same as Solo.

Vigoroso ; bold, energetic.

Vivace
;
quick and cheerful.

Virtuoso ; a proficient in art
Voce Sola ; voice alone.

Volti Subito ; wm met ipicWte



WINNER'S

INSTRUCTIONS FOR THE VIOLET.

POSITION OF THE VIOLIN.

Hold the Violin with your left hand, about half an inch from the bottom of the Nut, and let it lie between the first joint of th«

thumb and the third joint of the 1st finger, resting it on the collar-bone, the tail-piece rather on the left side of the chin, bringing

the hollow part of the arm and the elbow quite under the instrument, that the fingers may the more readily cover all the strings.

Then put the 1st finger on the 1st or smallest string, the 2d finger on the 2d string, the 3d on the 3d string, and the 4th on the

4th or largest string, touching each string with the tip of the finger, which will bring- the elbow in its correct position. Thia
article is very essential to be observed by the learner.

METHOD OP HOLDING THE BOW.
The thumb should be placed just above the Nut, the hair resting on the back of the thumb, and the fingers on the outside of

the Bow, some little distance from each other, that thereby the whole length of the Bow may be commanded at pleasure.

THE SCALE, OR GAMUT.
Having learned the proper manner of holding the Violin and bow, the next thing to be learned is the Scale, or the Gamut, ai

it is here subjoined, and the names and the numbers of the Notes, by heart ; then proceed to play the Gamut up and down,
drawing the Bow softly and the whole length of each note, stopping the fingers firmly upon each string.

The 4th or Bass String. The 3d String. The Sid String.

i
jfc

The 1st String,

t=±
£=£

I
ringers. Op0„.
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OP TUNING THE VIOLIN. Example.

4Ui, 1st.The Violin must be tuned by fifths in the following manner. Tune the second string to A, open, by a

tuning-fork or other instrument ; then the third string a fifth lower is D, open ; then the fourth string a

fifth lower than the third string, G, open ; and the first string a fifth higher than the second string, E,

open.

But, if you cannot put the Violin in tune by the help of the former directions, measure out the 7th line

or fret from the 2sTut, which is drawn across the scale of the finger-board, and draw with a little ink a line

over the finger-board, at the same distance from the nut as that line, then screw up the second string to as

high a pitch as it can moderately bear, and put your little finger on the aforesaid mark on the second string, and cause that

string to give the same sound as the first string when open ; afterward put your little finger on the same mark on the third

string, and cause it to have the same sound as the second string when open ; observe the same method with the 4th string.

SCALE OP THE FINGER-BOABD.

^IH
-
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One of the principal beauties of the Violin is the swelling or increasing and then softening the sound, which is done by press-

ing the bow on the strings with the forefinger more or less. In playing long notes the sound should be begun soft, gradually

swelling till the middle, and from thence gradually softened to the end; and, lastly, particular care must be taken io draw the

bow smoothly from one end to the other without interruption, for on this, principally, and keeping the bow always parallel with

the bridge, and pressing it only with the forefinger upon the string with discretion, depends the fine tone of the instrument.

DIFFERENT POSITIONS OR SHIFTS.

The entire series of notes which may be stopped by the fingers, in any one situation of the hand on the finger-board, is called

a Position, or Hhift. Thus, the First Position, with which we are already acquainted, extends from G, the open silver string, to B
above the first leger line, stopped with the fourth finger on the first string.

When notes above this B occur, the position of the hand must necessarily be altered, by gliding it higher up on the finger-

board. As this is frequently requisite on the second and other strings, even when the notes do not lie beyond the first position,

we shall give a table of the Seven Positions on all the strings.

FOURTH STRING. THIRD STRING. SECOND STRING. FIRST STRING. FOTJBTH STRING. THIRD STRING. SECOND STRING. FIRST STRING.

1834 12 3 4 1834 1834

1834 1834 1834 1834

g^uu^q ^m
i 3 8 1 1 34 1834 1*34

1834 1834 1834 1834

Hfe^f^fff^^ " m rrrirrffiff!
l ^m1834 1834 1834 1834

,,r.f?t?.' -9-+- £.
Hi'

'
r ^t

mi
1834 1834 1S84 13 3 4
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SCALE IN THE KEY OP C. NATURAL KEY

Semitones between E and F. also B and C

23
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Common time. Count one to the time of every quarter note, or four to a measure.
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SCALE IN THE KEY OP G. (ONE SHARP) P IS MADE SHARP.

Semitones between B and C, also, F sharp and 6.
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Common Time. Count three to the dotted half notes, and mind the Slurs.
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24 3CALE IN THE KET OP D, (TWO SHARPS.) 2* AND C ARE MADE SHARP.

Semitones between F sharp and G : C sharp and D.
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Common time.
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4th finger.
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EXEKCISE.
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SCALE IN THE KEY OP A, (THREE SHARPS,) P, C AND G ARE MADE SHARP.
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»CALE IN THE KE"S OP V, 'ONE PLAT,) B IS MADE FLAT. 25
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SCALE IN THE KEY OP B PLAT, (TWO PLATS,) B AND E ARE MADE PLAT.
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2© S17ALE OJ THE KEY OF E PLAT, (THREE PLATS,) B, E, A AND D ARE. SHADE FLAT.
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TOO LATE.
MODERATO.
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SCALE IN THE KEY OP E, (POUR SHARPS,) P, C, G AND D ARE MADE SHARP.
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POPULAR MELODIES ARRANGED PROGRESSIVELY. 21
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BITTER BEER 23
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JOCKEY HAT AND FEATHER. 39
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No. 1. Figure First.—Salute, leads forward and back ; Forward and turn opposite partners back to places ; right and left, balance to corners,

Kirn to places. Sides repeat. The whole again.
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No. 2 Figure Two.—Leads forward and back, pass ladies in front and salute, chasse, right and left, Sides forn> with leads, forward and back, turn

partners to places. Sides repeat, leads with sides, the whole again.
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No. 1. Fibst Figure.—Top and bottom couples right and left, Top and bottom couplet chasse to the side, and then chasse to place. Ladk*

ihain ; top and bottom couples galop across and back a£aiu. Repeated by the sides
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No. 2.

PALERMO QUADRILLES. Continued.
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No. 2. Second Figure.—Top and bottom couples forward and back ; cross oyer ; chassez to the right and left, or forward and back again ; top

and bottom couples galop across. Repeat four times.
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No. 3. Third Figdbe.—Top and bottom couples right hand across, then left hand back, keep hold of the nand of the opposite, and form a square,

luring your right band to your partner ; you then balance and half promenade. Top and uottom couples forward and back : forward again and tuna

the opposite with both hands quite around ; resume your place ; top and bottom forward and back, then cross oyer to your places
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PALERMO QUADRILLES. Concluded.
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No. 4. Fotjkth Figtjre.—First and opposite couples forward and back ; forward again and give the partner to leading gentleman ; forward three

and back, forward and bow, the gentleman opposite forward and turn each lady ; then four hands half round, and half right and left to place. Repeat

four times.

No. 5
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LA MARINAELLA
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- No. 5. Fifth Fioubb.—All turn corners, top and bottom couples forward and back, cross oyer, chasse to right and left, and return to places, galof

cross, all chasse.
,
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No. 1. Fikst Figure.—Right and left ; chassez to the Bide, then back to place ; ladies chain, then galop across and back again to place.

. A HUSBAND WISE.
No. 2.
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Ho. 9. Second Fighbe.—Forward and back ; cross over ; chassez to right or left, or forward and back again ; galop acre**.̂

a
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BELLE HELENE SET. Concluded.
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No. 3. Third Figure.—Eight hand across, then left hand back ; keep hold of the hand of the opposite, and form a square, giving your right hand
to your partner ; then balance and half promenade. Forward and back ; forward again, and turn the opposite with both hands quite around ; forward
and back, then cross over to your places.
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No. 4. Fourth Fi9ube.—All swing corners. Forward and back, cross over, chassez to the right and left, and return to places. Galop acroMi

til q^ftpaAM,
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BLUE BEARD SET. (Plain Ootiiiions.j
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No. 1. Fikst Figure.—Right and left ; chassez to the side, then back to place ; ladies chain, then galop across and back again to place.
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No. 2. Second Figube.—Forward and back ; cross over ; chassez to right and left, or forward and back again : gaiop across
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76 BLUE BEARD SET. Concluded.
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No. 1.
FAMOUS REGmKMT. _

-m- #
GRAND DUCHESSE LANC^jrA^. 77

No. 1. Fikst Figure.—First Lady and opposite Gentlemen forward and back 4 bars—Same couple forward a second time, turn wi'h right hand

iuid return to places. 4—First and second couple cross over, the first passing between 2nd, 4—Return to places, second passing between the first 4—
Balance at both corners, the four Ladies balance to the Gentlemen on their right, Gentlemen facing to the left to receive the balance, turn with both hands

and ficisk in places. 8—Same for the other three couples.

No. 2.
PIPP, PAIT PUTT
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No. 2 Second Figuke.—First couple forward and back, forward a second time and leave lady in front of opposite couple facing her partner, Gent

returning to place. 4 bars—Chasse to right and left, same couple 4—Turn with both hands to place, (same couple,) 4—All eight forward and back in

two lines 1—Forward and turn partner to places. 4—In forming two lines first and second times the two side couples separate from their partners nai

tata Bach iida of the head couples forming two lines four on a side. "3rd and 4th times the head couple join the side.
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No. 3.

bono or -Tins regiment.
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GRAND DUCHESSE LANCERS. Continue*
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No. 3. Third Figure.—First Gentlemen and opposite Lady forward and back 4 bars—Forward a second time and salute. (Courtsey and bow)

pad return to places 4—The four Ladies form a windmill by giving their right hands, the four Gentlemen take their partners' left hands, with their lefl

hands, all facing the same direction, and promenade entirely round and turn partners in places. 8—In place of the Windmill, sometimes make a double

Ladies chain :—Four Ladies cross hands with right hand half round the circle, turn the opposite Gentlemen with left, and cross hands half round again,

Mid turn partners with left hand. (Generally adopted in Paris.) Same for the other three couples.

No. 4.

FRITZ COMPLAINT.

ms^gs&i

RAIL.
No. 4. Fourth Figure.—First couple visit the couple on the right, salute with bow and courtsey 4 bars—Visit the couole on the

T
eft and salute.

4—Chassez across four with the second couple visited 4—First couple return to place 4—Right and left with opposite couple S—This figure may be danced

iouble, viz : First and opposite couple visit the right hand couple, and then the left chassez across and return to places, and right and left. Tnia is the

vurite way of dancing It in Paris.
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DRINKING BONO.

GRAND DUCHESSE LANCERS. Concluded. *9
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SABRE SONG.
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No. 5. Fifth Figtjee.—Grand chain (or right and left all around) 16 bars— First couple turn round and face outward 2—Couple on the right

ake place behind first, 2—Couple on left behind third couple. 2—Second couple behind all. 2—All chassez across and back. Gentlemen passing behind
jadies. 8—Promenade outside Ladies to right, gentlemen to left, meeting at the bottom and coming up together, 8—all eight forward and backward
Ladies on one side, Gents opposite,) 4—all forward and turn partners to places, 4—In the Grand chain use the Polka step, dancing forward two bars

nd marking time with the Polka Btep, without advancing with each Lady to whom the right hand is given two bars. At the promenade outside the

jady and Gentlemen of the last couple remain in their places, the others passing round and up between them to two linen.
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Aj&/ Ornaments • • ••• 32

Aileen Aroon • .
•' 33

As I'd nothing els.2 to do 40

Amelia Waltz • •• 57

Barber of Seville 25

Bitter Beer 29

Beautiful Bells 36

Bell goes a ringing for Saraiah 39

Bird-whistle man 44

Belgravia Waltz 52

Bunkety Bunk 5o

Blue bird Polka Redowa 53

Belle Helene Cotillion set 72

Blue Beard, Cotillion set 74

Captain Jinks - 34

Champagne Charlie 35

Can-ean Dance 54

Casket Redowa 56

Cally Polka 58

Cornflower Waltz 59

Deal with me gently 33

Da-da 30

Dublin Bay 47

Dream of the Ball Waltz 51

Duchess Can-can 54

Duchess Lancers 77

Drinking Song ( Duchess) 79

Elsie Vane 36

Enoch Arden 41

Flying Trapeze . » • • -• 37

Fairy Belle . .-. 37

FickleSally 47

Five o'cloak in the morning • 48

Fairy Wedding Waltz 56

Fredonia March • 62

French Lancers 66

Fritz Complaint. ( Duchess) 78

Guards' Waltz 60

Guinea-pig Boy 40

Grand Duchess' Lancers 77

Horrible tale 45

Hyaciuthe Schottische 50

Hunkidori 55

Husoand Wise 72

I'll meet thee at the laue 43

I've no mother now 46

Jockey hat and Feather.. 39
Jupiter Galop 64

King Cash 45

Lady, art thou sleeping? 27
Little brown jug 41

Lancashire Lass 42

Leschen and Fretzchin Waltz 55

Merriest girl that's out 31

Moon behind the bill 33
Mouse-trap man 44
Maggie's Secret 48

Mabel Waltz ., 58

Not for Joe 31

Nerve, the • 87

On the Beach et Long Brandt 84
OldHats 43

Parthenia to Ingomar ... . 83
Paddle your own Canoe ... .... 85
Pretty little Sarah 43
Palorma Quadrilles . .... 69

Piff,parT, pouff, (Duchess) 77

Uacketty Jack 82
Styleof thing 88

Sweet Isabella Waltz 42

San-Souci Galop • 60

Sword-March •• • .61

Sleigh-bells Mazourka 65

Sabre Song ( Duchess) 79

Three Fishers 26

Too late 26

Ten little Ingins 27

Tommy Dodd 28
Tassels on the Boots SO

Upper ten 28

Up in a Balloon 29
Under the willow . . . 88

Up and down, Gal.jp 63

Walking in the Zoo 88

Taller gal that winked at me 49

Zampa 25

Zeuobia T "
.
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In these musical days, almost every one wishes to learn to play a musical instrument. Comparatively few, however, have the inclination or time to beooma
virtuosos or professional playrrs. For those who wish a thorough course, Ditson & Co. provide the best of large, comprehensive an<l complete methods, with all

the exercises, studies arid classical pieces requisite to the highest attainments. For the amateur, and for those who only care to play easy nmsic, the following

hooks answer an excellent purpose. They are good and reliable as far as they go. and provide for the learner plenty of light, merry and popular music, which
makes the path of the learner a pleasant one. _^____^__

For

For

For

For

For

For

Piano.
IDEAL METHOD. By Winner
BELLAK'S ANALYTICAL METHOD

Those, lilie the other methods mentioned below, hare each i

pleasing and large collection of popular airs.

Violin.
IDEAL METHOD. By Winner ..•

CLARKE'S DOLLAR INSTRUCTOR

Flute.
IDEAL METHOD. By Winner

Piccolo and Boehm Flute.
IDEAL METHOD. By Winner

Guitar.
IDEAL METHOD. By Winner
DOBSON'S SIMPLIFIED GUITAR METHOD.

Accordeon.
IDEAL METHOD FOR GERMAN ACCORDEON

By Winner .

Any Book Mailed Post Free, for the Retail Price,
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